Abstract: For Asante our "battle is intense, the struggle we wage for status power is serious and we cannot communicate as equals when our economic position is that of servants" (2008, p. 49), words that resonated with the author throughout her research with Sudanese Australian young women about their educational experiences, as captured in co-created short films. While the work moved between social science and arts-based research the author questioned the basis of her relationship with the co-participants, and the possibility of fluid status positions within educational contexts. This paper interrogates the im/possibility within neoliberal secondary school contexts for activist educational research (Giroux, 2005) to be the kind of 'interchange' of which Asante speaks, a source of creative understanding for researchers and co-participants, if it cannot address co-participants' (and teacher/student) unequal material conditions. In the case presented in this article, materially-influenced communication challenges reflect current curricular and pedagogical tensions, especially for refugee-background students. Where racial, cultural and socio-economic marginalities intersect, pedagogical and curricular possibilities are sometimes foreclosed before students even enter 'neoliberal' classrooms.
Introduction
Molefi Kete Asante, in his effort to develop a metatheory which will help contextualise and progress intercultural dialogues and pedagogical encounters, and re-focus theoretical analyses on the largely Eurocentric roots they continue to draw from, reminds us that intercultural communication remains "a matter of power" and that "we cannot achieve intercultural communication which is mature and effective until we address the material conditions of the people" (2008, p. 48) , or what Apple calls "a pre-existing set of economic conditions that control cultural activity, including everything in schools" (2004, p. 3) . While Asante's analysis focuses on international relations, his call to a new way of approaching the issue of status power and the possibility of equality is pivotal to a critical understanding of education and schools in these neoliberal times. Asante highlights the impossibility of de-coupling democratic education and the overriding economic conditions of collaborators, whether in classrooms, public pedagogical spaces, or social media. This paper focuses on one case from a larger study of Sudanese Australian high school students in Melbourne, Australia between 2007-2010, using video and the emerging practice of ethnocinema to document their educational experiences and concerns. From the multiple roles of high school teacher, videographer and researcher, I considered questions of power and the fluidity of teacher-learner status positions in education and in research.
This paper looks through the lens (literally) of one ethnocinematic project to consider the possibility of popular media's use as a site and practice of social change, the 'interchange' of which Asante speaks, and as a source of creative understanding for educational/creative collaborators. Using Kumashiro's strategies of anti-oppressive education, which are both intersecting and always situated (both literally and discursively), I conclude that the potential of collaborative/pedagogical research practices is limited not only by neoliberal educational scripts and spaces, but by our own understanding of our situatedness as teachers, researchers and commentators, imbued with feelings of refugeity and longing. Without truthfulness about our personal conditions, we remain powerless to address especially the most dire material conditions of our students and research collaborators/co-participants. In other words, I argue that these video products themselves are far less instrumental in creating change than the relationships and collaborative process demanded by arts-based research. This contradicts some current scholarship (Brearley, 2008) that argues the value of arts-based research/ pedagogy to 'empower' young people to speak their minds, to represent previously voiceless minorities, and by such evocative products, change material conditions for 'subaltern' collaborators.
I have written elsewhere about the moments (sometimes prolonged) in which I felt our status-relations reverse, when I felt my otherness, and own sense of marginalisation, dominated by the young women with whom I was working (Author 2012; 2010; 2009) . I recognised in our encounters a dance of power in which we all alternately asserted our various forms of capital, in which we negotiated and sometimes struggled for dominance. But Asante's words would return, and I was forced to admit that, unlike Giroux's insistence on a resistance to capitalist paradigms, these young women are struggling for social agency informed by capitalist structures of power, and that our communication was informed always by our unequal economic positions, by our own overriding (real and imagined) material conditions. In the case of Angelina, who is profiled in this paper, this difficulty presented itself as a continual conflict with the logistics of our meetings, public transportation and the geographical isolation of her family home in a Melbourne suburb.
As Kumashiro reminds us: "What counts as 'common sense' is not something that just is; it is something that is developed and learned and perpetuated over time, and some groups are better at remaking common sense than others" (2010, p. 63) . This article argues the ways in which collaborative research (and educational) endeavour is a stronger place from which to remake contemporary 'common sense' discourses about schooling -in particular, about schooling for students from refugee and migrant backgrounds.
Apple stresses the need to "situate these [educational] activities in a larger arena of economic, ideological, and social conflict" (2004, p. 12) , and also the ways in which institutionalised cultures like education resist such situating. He encourages those who bear witness to the undemocratic nature of education's distribution globally and locally to attend to "the study of the interconnections between ideology and curriculum" (p. 12). In this article I argue just such a need for critical inquiry into what is taken as factual and objective within our work as educators and teacher-educators, and the detrimental effects this is having on not only one subgroup of students -the Sudanese -but its flow-on effects with others. In this case study, it begins with my own assumptions, feelings of marginalisation, and unknown-to--me-yet-paternalistic intentions made visible by Delpit's famously excoriating attention to explicit and implicit power and teaching in classrooms (1988/1995) . Furthermore, I take as central to my methodology for building this argument that students themselves -especially the most marginalised -are the real experts in this argument-building, and offer perhaps our best hope for what Giroux calls a 'pedagogy of intervention ' (2005) . Therefore, this paper begins with the case study of Angelina and the making of her short film 'In Transit/ion', followed by an analysis of the practice of ethnocinema and its possibilities for social change in research and educational contexts. I argue (from Kumashiro, Delpit and others) that the impossibility of education as "a neutral enterprise" (Apple 2004, p. 1) can be seen clearly in the current struggle of refugee-background students to remain and thrive in western schools as part of their transition in settlement here, and that economic considerations (Asante's 'material conditions') are an inextricable part of how and why the practice of education as an industry, a community and a commodity is culturally embedded and power-imbued. Further, I extend Giroux's notion of critical reflection and border crossing as active pedagogies of resistance to explore the ways in which these endeavours can be performed within collaborative research for social change. I met Angelina through a Saturday morning tutoring program in which we both participate. We spoke on the phone and Angelina was enthusiastic. While in some parts of Melbourne and other major Australian cities, there were many community services emerging to assist former refugees including the South Sudanese, I knew that in Angelina's outer suburb these services were still few and far between. The Dandenong region, too (particularly Noble Park), had become notorious for negative media portrayals of the Sudanese community, and especially the tragic death in 2007 of a young Sudanese man called Liep Gony, and the media and political maelstorm that ensued. So, for these and other reasons, I was keen to go to Dandenong and meet Angelina.
Addressing the Material Conditions
From our first meeting for filming, transportation interfered. She asked me to meet her at her sister's home, where she was staying. I arrived at the appointed time, but she was not there. I met her sister, brother-in-law, and several young nieces and nephews. They had no idea when Angelina would arrive. I called her and she said she was on her way, on the train. Her family were generous and friendly, serving me tea and chatting about the project. An hour went by, then another hour. I politely tried to leave, but they were insistent that she would arrive, generous and friendly to an extreme. I should make myself at home. I watched a film in Dinka with the children, trying to make out the plot with no help of language, and no adults to assist. I felt awkward and uncomfortable, could only think of leaving. I fantasised that Angelina was giving me a first-hand experience of the kind of discomfort that Sudanese students must have to endure sitting in Australian classrooms -a kind of initiation test for working together. Every time I tried to leave, an adult would appear and usher me back into the living room.
Nearly two hours later, Angelina arrived. She was articulate and friendly, apologetic for the delay. She had missed the train, been held up at the bus station, had taken three modes of transport to get here; my frustration evaporated. I felt terrible for her inconvenience, grateful that she had persisted. I showed her two of my earlier films in the series. I explained that the purpose of the project was primarily to affect change in the Australian school system by articulating her experiences and advice, through collaborating in a filmmaking process together. She agreed to participate, and we decided that Saturdays after the tutoring program were the most mutually convenient time for us to meet. I tutored at one of the centres in the western suburbs near the school where I taught, and Angelina attended the one in the southeast, about 50 kilometers away. I would drive to Cranbourne and meet her after we'd each finished our respective Saturday schools, a lengthy trip.
The history of white women teachers and black -specifically Africancharges or students goes back a long time (Kumashiro, 2010 ). It's a picture imbued with racialised, gendered and imperialist overtones, a narrative in which every actor is reduced to her two-dimensional stereotype. Yet these histories are real, and their effects remain. I was well aware of the multiple ways in which I carried this history of education as a tool of (at best) benevolent White matron, leveraging education to "assimilate difference and reify White [American] superiority, all couched in the image of nurturing and caring" (Kumashiro, 2010, p. 62 ). Yet we made a start. From the very first day working together on her film In Transit/ion, as transport was always an issue, we decided to make it the central focus of the film. The difficulties and 'lost time' (according to my overpacked western schedule) in meeting up with Angelina meant that I was always eager to simply, rapidly, film where we were. I was aware that at any moment she might have to leave, might not show up, might not make it the next time. When we scheduled a four-hour meeting, we'd end up with an hour or less together. No matter where we filmed it was loud and noisy, people were coming and going, and the light was always somehow wrong. Often she did not seem interested in the filming process itself, a defining feature of this project. Could an ethnocinematic film project remain liberatory (in the Freirean sense) if a co-participant remained a 'subject' and did not want to actively participate in its construction? One clue can be found in Angelina's commentary as she highlights the absence of teachers asking why things were as they are, and her desire to tell it like it is for her, a listening that wasn't happening for her in school.
I drove to film with
Angelina discusses her teacher's failure to enquire why she is often late arriving at school from her long public transportation journey. The failure of teachers to dialogue with their Sudanese students is evident in the films created for this study 1 , including issues of immense concern to the students 1 The film series consists of seven films in total: six made by and about the Sudanese young women who collaborated with the researcher, and one final film call EthnocineME, an autoethnography by and about the researcher -also collaboratively made by the author/researcher and some of the participants. They can be viewed online as part of the digital material supporting the volume [title deleted for peer review; such as why they didn't complete homework, why they weren't contributing in class, why they wanted to enrol in mainstream English classes and not ESL, why they even want to go to mainstream school when their 'chances are not good': For Angelina, her teacher's failure to question why she was not able to stay for the afterschool help she so desperately needs, or why she arrived late, is central to her experience of being 'behind' at school. This is not a languagerelated issue, it is a 'material condition' of Angelina's life here in Australia: she and her family have been placed in government housing in a suburb more than an hour from the city. She must now attend a school with no ESL program because it is more accessible to her home. These are material conditions, and they inhibit Angelina and others like her from accessing the programs and assistance she needs. For Angelina, school is what Apple calls "a complex nexus of relationships which, in their final moment, are economically rooted" (2004, p. 4 Angelina is not used to cultural practices of explaining lateness or problems; instead, she waits for teachers to ask her, and when they don't it leads to the kind of harm from inaction rather than harmful actions (Kumashiro, 2000) that many refugee-background students experience. While all participants in this project/study articulated various ways in which schools were not affirming, helpful or supportive spaces, some like Angelina also noted how their schools did not provide "empowering space, where the Other can find resources and tools to challenge oppression themselves" (Kumashiro, 2000, p. 28 ). Kumashiro and Delpit argue that the best way to fight the various forms of oppression and marginalization in schools are by naming and transmitting the codes of these cultures of power.
Ethnocinema: a New Methodology
As arts-based research, collaborative filming with co-participants allows us to create alternative spaces in which to engage in conversations that may not have previously occurred where collaboration was not present. They allow not only the co-participants to explain themselves, to be heard ("I want somebody to hear it!" said one participant), but also offer multiple possibilities for dialogue: between myself as researcher/teacher, but also between the imagined viewers of the film and these participants or their peers. This imagined conversation, this filmic beginning of that conversation, is a strong step toward assisting teachers to understand their students' real world experiences, perceptions, and ways of learning, often vastly different from their own. Such creative research methods acknowledge our own humanness as researchers and co-participants and "invite levels of engagement that we hope will connect with the humanity in others" (Brearley, 2008, p. 3) .
These films seek to create this dialogue between speakers and nonspeakers, but also a dialogue about speaking. As one participant reminded us, language is a collective endeavour, a tool for relating that requires context to make meaning of it. Teachers too often disregard the context and focus only on the language as an end in itself. Sudanese and other refugeebackground students are not without context, but their context for learning English language has shifted from the home to schools and still more often to the public sphere.
Kumashiro has suggested strategies for addressing pedagogies and curricula that "differentiate[s] the Other from the Normal" (2000, p. 35), ways of working against privilege. He identifies both structural and individual ways in which anti-oppressive education can be (performed), and noting like Delpit the ways in which these processes must be made visible. He argues that, while cultivating empathy is certainly important in students, teachers and the general population, it is not enough. Rather than making it "the final goal of anti-oppressive education" (p. 35), action for change is required. The films in this study -including Angelina's -were not co-created to engender empathy in non-Sudanese for their new South Sudanese neighbours. Rather, it was to enact the recommendations of these young women, and that has yet to be achieved. Change is a process that is 'always situated" (Kumashiro, 2000, p. 31) , "a product or practice that is constantly being contested and redefined" (p. 30), and it is also most often one that takes a long time. All social inclusion projects require situated dialogue to uncover the need for that time and that place, but also to build the relationships required to create lasting change. The films and text of this project offer voices from one place and one time only, and might offer strategies or insights for teachers to adapt to other contexts.
This and all ethnocinematic projects offer the possibility of establishing a dialogue based on the experiences, and in the contexts, of the coparticipants. That the films were created in English, not in the coparticipants' first languages, underlines the fact that this is a project focusing on relationships, situated in an English-speaking context, in which all collaborators work toward social change. These learners are not without language -they are learning a new one that supplements those they already have. And they are clearly able to convey complex knowledges and acute critical observations in the dominant language of their new culture. More importantly, both the co-participants and I want these films to be viewed by a wide audience and to assist in the project of creating change in schools and in society. This does not mean, as in some other ethnographic documentaries, that aesthetic or market concerns dominate. In ethnocinema, relationship and process always take precedence over formal considerations. Obviously, to achieve a wide viewing audience, formal concerns cannot be completely ignored, but these aesthetic concerns are addressed together in the co-creation of the films, not back in the editing suite by a non-Sudanese editor.
Giroux reminds us of the dual nature of criticality, and that "pedagogy as both a language of critique and possibility" (2005) …the moral implications of pedagogy also suggest that our responsibility as intellectuals for the public cannot be separated from the consequences of the knowledge we produce, the social relations we legitimate, and the ideologies and identities we offer up to students as well as colleagues. (Giroux, 2005, n.p.) In other words, as both Ball and Giroux make explicit, this historic moment (and perhaps even Australia as a 'southern state' in particular) offers rich possibilities for pedagogical innovations that can break through the hard crust of educational neoliberalism. To the extent that classrooms are increasingly filled with a sense of literal and ideological refugeity 2 amongst student bodies, and that teaching faculties remain predominantly white and middle class, we continue to legitimate an undemocratic power sharing and increasingly represent an out-dated notion of access and control of knowledge.
Ethnocinema does not perceive a conflict between its ethnographic and arts-based characteristics. It remains ethnographic because it is grounded in cultural specificity, which is not essentialist and can be always-changing. It 2 What Ball calls "the spatial and temporal reconfiguration of educational processes " (2008: 197) . I also write about refugeity as a sense of otherness, longing and marginality, not limited to those who have had diasporic experiences or come from refugee backgrounds (Author, 2010).
does not seek to 'document' a mythical singularity of culture, as ethnocinema understands that culture is varied, ultimately unrepresentable and always emerging. These films do not seek to present what 'Sudanese Australian' young women think or say, but what these Sudanese Australian young women say, on this day, in this place, to this researcher. Like all critical pedagogical projects, they are context-specific. The project is equally artsbased research. The fact that we have jointly created new knowledge, new understandings, together in a shared creative endeavour is not at odds with its ethnographic specificity. The use of ethnocinema in this project extends both traditional ethnography and arts-based research.
Denzin describes 'seventh moment scholars' as creative researchers who seek to expand the forms of traditional research in order to better respond to the specificities of emerging social conditions (2003) . This performative seventh moment, "enacts the feminist, communitarian ethic," he says, is "subversive" and is characterized by an "anti-aesthetic" (2003, p. 122) . Further, Denzin highlights that performative texts in this seventh moment are interdisciplinary, that "in these texts ethics, aesthetics, political praxis, and epistemology are joined" (2003, p. 123) in rhizomatic ways. That this case study straddled and struggled with definitions of ethnography and artsbased research added to its complexity and value as a seventh moment scholarly endeavour. Brearley calls seventh moment research 'emancipatory'… characterised by being culturally situated, critical and hopeful" (2008, p. 3), which is evident in the films and analysis within this project.
Yet technical and ethical concerns persist when working in film and video, whether ethnocinematic or otherwise. Both some of the co-participants and I wanted to create 'beautiful', aesthetically pleasing films. Film buffs, community workers, and film editors asked me to consider what my artistic 'intentions' for the films were, and encouraged me not to 'dismiss' the possibility of mainstream audiences through public television and popular film festivals. The co-participants, too, sometimes judged the value of their films by the 'look' of them, not the critical content. How could I retain a commitment to my methodological aims when the films that were emerging were at times not 'professional looking' by industry standards and at times according to the participants themselves? I was told that if I had only kept the camera on the tripod, kept myself out of the shot, used better (artificial film) light, the films might have been 'good'.
Near the end of filming, I came to the realization that perhaps I'd bitten off more than I could chew. Unlike so many of the co-particpants in their schools, I was given the opportunity (through a doctoral project) to spread my wings, try my best at a project I felt passionately devoted to, and productively fail if that's what it took. And there have certainly been moments of despair when I believed the project had failed in unproductive ways: the films were not as slick as I'd hoped, the content was sometimes not as radical as I wanted, the collaboration was not as complete as I'd hoped. But the look on co-participant Lina's face when her film won a best film award in a local film festival was a powerful incentive for me to make them as 'watchable' as possible, while remaining loyal to my original aims for the project. Brearley asks, in her exploration of the dual tasks of research remaining creative yet maintaining rigour, "How can we invite emotional engagement with data and avoid sentimentality and self-indulgence?" (2008, p. 5) . This research concern was always present during the co-creation of these films, and when I revisited the project with some of the co-participants (now friends), two and three years later. We agreed that these were not easily resolvable issues.
Many of the best interview moments were lost in the hum of children, traffic, planes flying overhead, and electronic buzz. The times I did bring an additional camera person with me were notable for how reticent the coparticipants became. I have already discussed how much more open and comfortable Angelina became when her friend Veronica accompanied us; equally notable was how reserved and reluctant she became on the occasion I brought my own camera person with me. I wanted, more than anything, for these sessions to be a 'conversation' between the co-participant and myself, and I wanted that feeling to permeate the films. I made my choice and saw it through, trying always to acknowledge the material conditions between us that might be inhibiting or influencing the interaction, as well as acknowledging the ways in which they inhibited these young women's experiences of school.
Anne:
What And yet, in her film Angelina did speak, confidently and directly. Her film not only represents a young woman growing in confidence, but implies the 'absent presence' of her 'non-quiet' self, the Angelina who is not speaking English. This "problematisation of representation in research" (Brearley, 2008, p. 3) draws not only from ethnographic but educational and feminist research, as is characteristic of bricolage research (Kincheloe & Berry, 2004) . In her film, each co-participant offers practical and achievable advice to educators and to other Sudanese Australian young women on how to improve the schooling experiences of new learners from refugee backgrounds. And together, these seven films offer the unmistakable truth that these young women hold critical knowledge about their current circumstances and the keys to moving them (and us) forward.
The Political is still Personal -Hegemony's ugly Head
Throughout the project, my supervisors urged me to keep a video diary of my own process. I was resistant. I had my reasons: it seemed false, selfconscious, 'staged'. And yet, when I finally began to film myself, I understood immediately why they had been so persistent in demanding that I subject myself to the same conditions I requested of my co-participants.
Why do I have to reflect visually on it? My supervisors keep telling me I must film myself if I expect to film the young women. Lina wants to film me, but the others so far seem quite uninterested. [Ultimately, three participants filmed and interviewed me]. What I do know is: I'm resistant to it! What I don't know is why.

The first thing I think about is: what would the application of this video be? With the co-participants' videos I can see its application. But with me, I just wonder: how would it be used? Who would see it? I wouldn't want it included on a disk with the other films. Why don't I, and aren't these surely some of the same qualms the co--participants themselves might be feeling?
Kumashiro and Ellsworth question the "assumption that educators can accurately assess the needs of their students, especially their Othered students" (Kumashiro, 2000, p. 31) , and I was confronting this question myself in the work of this project. I had positioned myself as the 'good' teacher, the listener, the one who cares; by advocating, researching and writing about Sudanese young people while not being one myself, I took my feelings of advocacy into uncomfortable spaces, questioning my previously-held notions of the Other, expertness, and authority with which I was increasingly self-conscious.
In my own first filming session, I reflected mostly on the difficulties of the project: my relationships with the young women, logistical difficulties, power dynamics. I notice the rich performance of identities that remain largely behind the scenes, not apparent in the formal interviews. I vent about expectations, both mine and theirs. I feel often like their servant, running errands, resenting time schedules thrown out of whack by their changeable lives. I complain about my inability to get them to 'do what I want', how they often seem to 'hijack' the filming sessions and discuss what they prefer, meet at locations other than the ones we've agreed upon. My discomfort with trying to 'teach' them filming techniques and their resistance to it. My constant feelings of being brushed aside, ignored, or 'disrespected' as I so often phrase it. But mostly, I recognise the discomfort of the filming itself: how it causes me to act in ways that do not feel 'natural', despite my affinity for the form, and my ease with English language. If this is true for me, I wonder, how uncomfortable or 'unnatural' it must be for them (Hooks, 2003; Delpit, 1995) .
By my third 'auto/ethnographic' film session, I realise clearly why my supervisors have insisted on this part of the process. It is offering me rich experiences of being a 'subject' that I formerly could not have imagined. This realisation and embodied experience is central to what makes ethnocinema different from traditional visual ethnography. I was cavalier with the co-participants: 'Just be yourselves!' I chirped, until I felt my own discomfort when the camera was turned on me. Here, a researcher's discomfort is the kind of 'productive failure' that brings progress and innovation, that perhaps 'teaching' them anything is not the point; that my desire for control is stronger than I realised; and that ultimately, perhaps I need to 'step across' into their worlds, even for this short time, more than they need to step into mine.
These uncomfortable border-crossings (both pedagogical and curricular) happen in schools too, but often unnoticed or unremarked. Apple reminds us to do what we can to make "the curriculum forms found in schools problematic so that their latent ideological content can be uncovered" (2004, p. 6), but not stop here; indeed, such uncoverings often stop at the level of realisation for teacher, researcher, teacher-educator. Rather, such under-standings must be conveyed explicitly (not just implicitly) to all students, not just some (see Delpit, 1995) . It also made clear to me the ways in which my own feelings of refugeity were linked to those my students and later participants discussed with me; the citationality between discursive associations like "queer sexualities and sinfulness, [and] limited-English-language proficiency and lack of intelligence" (Kumashiro, 2000, p. 41) .
My feelings of identification were not an assumption of mine about what it must be like to experience the kind of racialised oppression they were experiencing, but rather my own experiences of sexualised oppression within the school system; what complicated my own research (at first unrealised) was the ways in which these Sudanese young women replicated that stereotyped category of 'queer sexuality as sinful' in response to/rejection of our topic of racialised oppression. In other words, they were linked in complex ways that we (I and they) could not at first identify. To further complicate matters, once I did identify some of the re-marginalising discourses and performances being performed between us were difficult for me to discuss, because to do so would require me to 'come out' as a lesbian to them, and I felt unsafe to do so.
Crucially, as an early career researcher I came to know, too, something about the need to establish a relationship with the individuals with whom I was engaging in research -in this case, the person filming me and being filmed by me. I do not come from a collectivist society like these South Sudanese young women do, and yet I understood finally that being in front of a camera is objectifying even when I was alone in the room. I felt a desperate need to make the footage 'dialogic' and yet there was no one with whom to dialogue. I understood better that for my co-participants, their need to understand me, to 'place me' (which includes gender, race and sexuality) is part of the alienation between us at times as teacher/student, as well as researcher/co-participant. My unwillingness to adequately 'explain' my identity to them may have contributed to the alienation or reticence my students and co-participants have felt. Delpit (1995) and Denzin both urge scholars and teachers to work in ways that should "articulate a politics of hope…should criticise how things are and imagine how they could be different" (Denzin, 2003, p. 129) , which I hope these films do. Both the co-participants and myself as researcher have used storytelling that is evocative, emotional and complex (Ellis, 2004) , which seeks to describe and change the neoliberal context in which we find ourselves collaborating. Our stories are inextricably intertwined (as they should be), and research that is both critically reflexive and embodied have urged -sometimes forced -me to interrogate the ways that my own limited subjectivity continually impacts not only on my co-participants, but on my students and myself. From my process journal, before the filming began: Multiple layers of meaning and language overlap and blur: my mother's muteness from the stroke, my inability to understand the Freire I was reading knowing that these were my last days with my mother, the Sudanese Australian young women's inability to understand teachers' rapid-fire instructions in classrooms in Melbourne Australia, my loss of language for the grief when my mother finally died, my muteness in a new Australian culture 12 years ago and theirs now. I have not been able to pick up Pedagogy of the Oppressed again since that day. I read bell hooks' emotive description of her rapturous approach to the same Freire book: I came to Freire thirsty, dying of thirst, (in that way that the colonized, marginalized subject who is still unsure of how to break the hold of the status quo, who longs for change, is needy, is thirsty), and I found in his work…a way to quench that thirst. (Hooks, 1994, p. 50) and I wish it were mine: I wish it were true for me, and besides, it makes a much better story. I want to appropriate her experience and replace my own, but cannot. I have my own ghosts, my own lived experiences which bring me to this work, and my own thirst-quenching relationship with hooks, Delpit, Giroux, Denzin and, sometimes, Freire.
The ways in which we change as teachers and researchers often parallels that of our students, and my co-participants in this study were reflecting back to me in sometimes-painful ways the very visible limits of my understandings of the neoliberal context in which we were both acting, but acting and being seen differently. Apple does not let me off the hook. He reminds us to question everything, most importantly our own ideology by recognising that "most major aspects of a liberal view of both society and education need to be questioned" (2004, p. 16) . In fact, Apple continues to urge a critical recognition of the inherent dominant cultural reproductive value of formal education, and also some work toward dismantling the status quo. What the films in this series certainly make clear is that the status quo is currently insufficient for a democratic education system.
There are boundaries to our experiences, to who we are (Hooks, 2003) . And while they are ever expanding and changing, we are defined by the way we see the world. No matter how much I would like to have arrived at some 'truth' or authenticity in these films, I finally accepted that this project is but one version of a story: not necessarily any truer than anything my students might say to me in class, or any more false. I accept that I have framed these stories in my role as primary editor of the films. I accept that my whiteness and my age, and multiple other 'my's, mean that the co-participants have not told me the story they would tell someone else. And yet, the stories are real. I have done what I can to extricate us and our stories from the status imbalance of teacher/student relations in schools, and I have endeavoured to make an interchange which, as Asante says, 'seeks to create the sharing of power'. The young women have had a moment in this capital-enslaved culture to speak their minds, and that speaking has been recorded, and changed us. Others have heard them, and still others will continue to hear them. And this at least, as Denzin would say, "articulates a politics of hope" (Denzin, 2003, p. 122) , a place to start.
Conclusion
There are myriad ways in which schools are evidently changing, broadening and democratising the ways in which learning can happen and be recognised. Giroux and Kumashiro have made visible to us some of the ideological and pedagogical ways in which these changes are happening apace, even sometimes while the sites in which they do (schools) themselves lag behind; Ball has identified some of the changing structures and governance at a global level. All agree that neoliberalism has mostly had a negative effect on both pedagogy and curriculum, causing a narrowing of both ideological and practical possibilities.
The pedagogical and curricular answers of a thriving twenty-first century will come from those -like Angelina -who have been identified by their institutions as difficult, disengaged or reluctant learners. The truth is that they are not reluctant at all, they just don't fit with the system in which they find themselves. This in itself is often an indication of more positives than negatives (think Bill Gates, Albert Einstein, Shakespeare: all schoolrefusers). Yet in the absence of a kind of innovative or creative genius that will justify -over a long lifetime -the very bold choice or inevitability of not fitting in, of walking away, of transgressing the educational landscape -in the absence of that kind of buoyancy, what will happen to learners like Angelina? It is up to us to make sure she -and we -have a better idea than we currently do. This article has attempted to address the ways in which ethnocinematic and other collaborative practices might impact curriculum and pedagogical practices, influenced by diverse cultural knowledges and forms; here, learners might productively challenge (and change) teaching and teacher education in critical or truly transformative ways.
